" 
ba/4 


igh 


Mea ee 
ei We 
% oe 


Digitized by the Internet Archive 
in 2023 with funding from 
Kahle/Austin Foundation 


https://archive.org/details/abcofmusicorprogO000jrfr 


THE. 


A B = ; 


eel a ~s 
» BRS Go a > 
ae 


OF MUST & ae 


OR, 


MUSIC AND SOLFEGGI: 


» BY 


A. PANSERON, 


PROFESSOR OF SINGING IN THE CONSERVATOIRE OF PARIS 


TRANGLAQVED BY, J.-B ER Y.: 


WITH ADDITIONS, 35} 36 
F. DORIGO, | 


FOR THE USE OF HIS CLASSES. 


PHILADELPHIA: 
PUL FS HeeD: BY sae F 1,0: T, 


No. 196 CHESTNUT STREET, 
IMPORTER OF MUSIC AND MUSICAL INSTRUMENTS, 


1855. 


This work being intended *s,. the accompaniments of the vocal 
exercises are omitted. Thg BE cégmpaniments is also issued by 


the Philadelphia et ibs se DEPOT? 2 


Entered accenrding to act of Congress, in the year 1846, by A. Fror, in the clerk’s 
office of the District Court of the Eastern District of Pennsyl-an‘a. 


OO OOOO Oe 
STEREOTYPED BY L. JOHNSON AND CO 
PHILADELPHIA. 

WON eee eee ea ees ee 


EDITOR’S PREFACE. 


Tue Musical A B C, of which an English version is now first 
published, is one of a series of progressive text books, designed 
by Mr. Panseron to embrace the elements of music and the art 
of singing. Proposing myself to instruct juvenile classes in 
Solfeggt and Vocalization, I have selected this work as the best 
extant for elementary rules and exercises. It is formally ap- 
proved by the most eminent foreign composers and professors of 
the day, and is adopted in the Paris and other great conserva- 
toires of music in Europe. 

In preparing this edition, my own experience has suggested 
certain additions and explanations, which may illustrate the 
original lessons; and I offer it to the profession in the United 
States, convinced of its peculiar value as a book of primary 
instruction. It aims at the introduction of a system, adapted to 
the physical ability as well as the intelligence of children, and to 
the capacity of all who would study the rudiments of music with 
a view to vocal practice. ‘The want of such a system is apparent, 
since without it the practice of the singer ensures no certain 
advance in the knowledge of his art, and can rarely satisfy the | 
demands of true taste. 

This publication will be followed by a second work, contain- 
ing rules and exercises in Vocalization collated from Panseron 
and other celebrated authors. In it the physiology of the voice 
will also be treated. The use of this volume will succeed the 
“A BC of Music.” 

Judging from the constant and flattering encouragement which, 
as a teacher of the Italian school of vocal music, I have enjoyed 
for fifteen years in this city, I trust that this enterprise will be 


fully rewarded. 
. FELICE DORIGO. 


PawavEpuia, September 1, 1046. 3 


DEFINITIONS OF MOVEMENTS. 


Movement is the degree of rapidity or slowness with which 


a piece of music is executed. 


SIGNS OF MOVEMENTS. 


Largo, slow and solemn. 

Lento, slow. 

Sostenuto, sustained. 

Larghetto, solemnly. 

Adagio, slowly with feeling. 
Maestoso, majestically. 

Affettuoso, tenderly. 

Cantabile, in the style of tasteful singing. 
Tempo di minuetto, minuet time 
Tempo di marcia, march time. 
Andante, or And., moving gracefully. 
Andantino, or And, less slowly. 


Tempo giusto, exact time. 

Moderato, moderately. 

Grazioso, gracefully. 

Allegretto, or Allo, lively, but not too fast 
Allegro, or Alle, with spirit—fast. 
Con brio, with brilliancy. 
Scherzando, delicately and playfully. 
Agitato, with agitation. 

Vivace, with animation. 

Presto, very fast. 

Prestissimo, extremely fast. 


ADDITIONAL SIGNS OF MOVEMENTS. 


« 


Con espressione, with expression. 
Doloroso, mournfully. 

Comodo, quietly. 

Non troppo, not too much so. 
Quasi, as if—almost. 


TERMS OF EXPRESSION 


Piano, or P., soft—light. 
Pianissimo, PP., very soft. 
Three P., or PPP., soft as possible. 
Dolce, or Dol., sweet. 
Forte, or F., strong—loud. 
Fortissimo, FF., very loud. 
Three F., or FF F., loud as possible. 
Mezzo forte, or mF, of medium loudness. 
Sforzato, or sFz., suddenly strong. 
Rinforzando, or Rinf., repeated force. 
Crescendo, or Cres., increasing the loudness. 
Decrescendo, or Decresc., 2 diminishing the 
Diminuendo, or Dim, force. 
Smorzando, or Smorz., diminishing the tone 
Morendo, or Moren., dying away. [gradually. 
Legato, or Leg., bound—slurred. 
Staccato, or Stacc., detached. 
Portamento, or Port., sustaining the tone. 
Ritardendo, or Ritard., 2 retarding the 
Rallentando, or Rail., é time. 
Ritenuto, or Rit., holding on. 
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Brioso, lively—briskly. 
Mosso, animated. 

Con moto, with motion. 
Molto, much. 

Assai, more So. 


AND STYLE. 


Stringendo, or String., accelerating. 
Accelerando, or Accel., quickening the time. 
A tempo, or Tempo primo, in the original time. 
Espressivo, or Espress., expressive. 
Leggiero, or Legg., light—delicate. 

Con anima, with soul—passion. 

Con spirito, with spirit. 

Con grazia, with grace. 

Con gusto, with taste. 

Con delicatezza, with delicacy. 

Con allegrezza, mirthfully. 

Con fuoco, with fire. 

Caldando, growing warm. 

Con calore, with ardour. 

Calando, lessening. 

Con forza, with force. 

Animato, spiritedly. 

Ben marcato, well marked. 

Ad libitum, 
AA piacere, 
Poco a poco, little by little. 


at pleasure. 


ee 


OF MUSIC. 


Tae five lines on which music is written are called a Stave. 


The form of the stave is this, 


5th line. 

4th line. 4th space. 

3d line. 3d space. 
i 2d space. 

‘2d line. 

1st line. 1st space. 


The sign placed at the beginning of the stave is called the 
Clef: It gives the name to the note placed on the same line. 


CLEF EEL i sas ie he 
oF Sot.Q———— -801-— 


Seven syllables are used to give names to the notes. 


NAMES OF THE NOTES. 


DO, RE, MI, FA, SOL, LA, SI. 


PROGRESSIVE EXERCISES ON THE NAMES OF THE NOTES. 
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i pr a a 


do re mi fa sol la si do do si la sol fa mi re do 
This series forms what is called the Gamut. 
Beat two in the bar. 


Take breath at every note.* 


No. 1. 
SE DS tee 9 


iis > 5 ° 
GAMUT Ge Sa RAT CENT sel 
Ge eee eee se eee 
SEMIBREVES. falee ied cA Sad ee aa. ITS 
; f i 


a 
do re mi a sol la Sl do 


do Si la sol fa mi re do 


The notes have not all the same form. 


EXAMPLE. 
Sol Sen _@ @ 7m @ w= 
ee 
7 Sie anes eae | ime coe Sea oS ae Ios So 
J Ne | s we oe ees 
Semibreve. Minim. Crotchet. uaver. Semiquaver. Demisemi- Demidemi- 
quaver. semiquaver, 


These figures show the different values of the notes. 


* The apostrophes show where the breath must be taken. I would enjoin on the 
teacher to beat the time carefully with the pupil, giving the notes their exact value. 
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THE A B C OF MUSIC. 
SUBDIVISIONS. 


EQUIVALENTS OF THE MINIM. 
The Minim equals 


2 Crotchets, 


ere var ay 
7 Bt ie eel 3p at eA gh as 


or 16 


eS 
-@- ——_ 90-6 @-a— Demisemiquavers, 


se did ee eorereer: ddd date e- Demi-demisemiquavers. 


7 


james 


EQUIVALENTS OF THE CROTCHET, 
The Crotchet equals 


| ~~ @ 2 Quavers, 
| 
o\ LNs or 4 Semiquavers, 


f 8 
oF 3 — 9 -O- o— Decceeaaee 

eo c 

Se FP we 

ed vd ‘oe 

Fy . or 16 
“seer oo ee POSE 8S9— Demi-demisemiquavers. 

2 nf oxen ores 

Bem pe be 

» @ 3s 
EQUIVALENTS OF THE QUAVER. EQUIVALENTS OF THE OF THE DEMISEMI= 

SEMIQUAYVER. _ QUAVER. 


~~ PTs Pree Quaver equals 


Pans : —~— The Regier 


erat ts W—— 2 Semiquavers, s equals 
a a a 
BS or 4 * The Dem I 
6» Demisemiquavers, by. Demisemiquavers, i ponte song 
se 
ta a s 
is e co en /\ in or 4 is 2 Demi-demisemi- 
aS 9-60-08 ‘o- hivore? “9 o- Demi-demisemi- [7 B- quavers. 
7 : C 2 quavers. a 
ind \ og 
As oe As 
\ a mms a a | es 


THE A B C OF MUSIC. 9 


No. 2. +O pe Pes A rs at 
GAMUT — oa 
= = a we 2S ee =a = 
MINIMS. ——t at <— S 


do re «mil si 


=3 pds a 


(=| sansa coum 
do si la sol fi 


(= SS Sa 


do si. - “de sol fa mi re do 


PROGRESSIVE EXERCISES IN THE NAMES OF THE NOTES. 


NOTES ON THE ae ee ae ae [ 
: $a oS =— 
LINES. = a Skee eee 
sol mi sol si re fa re si? sol mi sol 
-~S- 
SS 
ae R. = See at. = i) — 
. ee ae eS —. FB Se Se ee eee 
So ni iS ES? Tara eal Ea 
SS eS 
-&- a -&- 
_ 
sol. mi do’ la do* mi sol si Te- -fa la 
«ip- 
he 


do la f# ré ‘si “sol mi do’ “la Sdo mi sol 


Ce EEE aren fen Ses 
NOTES IN THE ee a 5 ——_ —_-___ff 
SPACES, om) eae” ie q 
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fo FS 
“= 2 re fa la do mi sol si solmido la fa re 7-5 


¥- “sol. st si aA 
RECAPITULATION. 

S- 

S - Pi ee ae 
Gee eNOS SS 1 Mclitls : 2. cae 
ce 2 SAC ES CS = 2k. eee 
ae &D ee —— 

SSS paula = —& i) ES SSE, 


- -—B- 
--6- © re mi fa sol la si do re mi fa sol la si do 
sol la si do 


———_ +s — 
oa —— 
Se eee —— a as - 
ey eee + 6.-—_————_— 


; ; : ‘ <= 
si la solfa mi re do si la sol fa mire -o- 
do si la sol 


As soon as the pupil can name the notes, accustom him to 
repeat these exercises. 


es 


oe Fo -«S- -- 
do re do re do 


do re mi fa sol la si la sol fa mi re do 
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o- ae i 


Let these short exercises be enunciated at first slowly and 
distinctly, then gradually increased to the greatest rapidity. 


The names of the notes being fixed, the series Do, RE, MI, FA, 
SOL, LA, St, is always continued. This series of seven sounds is 
completed by the addition of the first. This additional note at 
the seventh interval makes eight notes or an octave. 


___ Octave. Octave. Octave. Octave. _) Deveney a) 
eS ee ° 2 © ' aa 


—~ e —— ry — —<=<© —s 


eRe St SOT 


; = 
e ° —- —o@- 
= ea Se nS ee Se 


It is very useful to make the pupil repeat by heart, and rapidly, 
the names of the notes of all these octaves. 


ASCENDING. DESCENDING. 
DO RE MI FA SOL LA SI DO DO SI LA SOL FA MI RE DO 
RE MI FA SOL LA SI DO RE RE DO SI LA SOL FA MI RE 
Mi FA SOL LA SI DO RE MI MI RE DO SI LA SOL FA MI 
FA SOL LA SI DO RE MI FA FA MI RE DO SI LA SOL FA 
SOLLA SI DO RE MI FA SOL SOL FA MI RE DO SI LA SOL 
LA SI DO RE MI FASOL LA LA SOL FA MI RE DO SI LA 
St DO RE MI FA SOL LA SI SI LA SOL FA MI RE DO SI 
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EXERCISES IN READING. 


oo 


fa re fa la do mi sol mi do la fa re fa la sol ae 


-&- 
Se - itl — aan 


mi fa sol la si do re mi fa sol la si do si la sol fa 


misol si re fa la do la fa re si sol mi ime 
Ga 
ee eee ee eee | are 
Pee so ty Ge ee wee SAE es { 
ae — Zz [ 
a ae 


ee ee 


re fa la do mi sol_si sol mi do da fa re 


| 


Se 
= o- oS ae a a ae o——e— 


-€&>- pao 
sol si sol mi sol re sol do sol fa sol 7, 80! mi sol 


sone ee, ae) ———. — ee 
= So So So o—S a — a — See 


eae eae = —eo > a 


si sol do sol re sol la sol fa sol sol do fa la do la re 


la mi la fe la sol la do la fa la mi la ie la sol la 
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— 2-6-4 6——__6—_6—_ 6 —_ 5a 


<d la sol la sol si sol do sol re sol mi sol fa sol sol sol 


fa sol mi sol re sol do sol si sol la sol sol fa sol mi sol 


ee ope S-—e5 
———3S 


(SES | i ET 21 TS < RITES o) 
ce Se Dae SE P= ne 
1a a —==sit 
ee ge Cae ch ee 
sol si sol re soldo sol fa sol dosolre sol si sol re sol 
Not too eS 


No. 4. eR eis SO, De aS 
EXERCISES —_——_——_ ae RE 
IN zZ = 
SECONDS. T= are, A 


do re do re mi re mi fa mi fa sol fa 


ninsaee St astat sa SEI 
sol la sol fa sol fa mi fa mi remi re 2a re i 


B 
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No. 5. 


EXERCISES peace 
<a zat 
ay (eae te lela -F- meee Sie. 


as We re do a ike sl le ‘= la sol la sol#@ 


SSeSe Sel 


fa sol fa mi fa mi- re mi re ms re 


No. 6. ree 


i eee =e Sages ae mere as 


THIRDS. = ean 


do mi i 


No. 7. Liss “4s 
EXERCISES —- = 
— 
IN == ae 4 See a ee Se 
THIRDS. eal 


mi 
a ——|— = pod ae 
fee 
la sol sl sol fa la fa 


BSCS Se 


mi __ sol 
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Do these exercises ada and take breath at each bar. 
No. 8. r 


ea ey —*__._4 
EXERCISES ee ES 738 
5 | t ge OS ees 
Pale tees ee =e 
riper. ae ee 


fa sl 
ay = are a. See <9) eee WE 
5 aie RN — a ane Senn core Ea a = ee 
a = See <2 el RO 2 ee xe tiga co 
sol re sol do a ae sl 
— eee == TSE 
o— MEDS ora eas = ——- Fs 
mi sol do 
No. 9. ats 
EXERCISES ee oe ee 2-3 pe Se = aes a 
IN a ee 
FIFTHS. ees WS ea be elie eee mae 


a sol te, la“ mi si‘ fa'\<do. sol’ re Wo 


(Eee 


mi la re sot do fa si « mi re sol -m ne 


No. 10. “ 2 ay te eer Sh ee eee _S ! eae 
EXERCISES ——_ —__.._. —__— i ee eee ee ot. ee Sal 
fe et 
SIXTHS. ss San ie parame —— J 
do la re sl mi do 
= ape bee sails) Sonera tS) Seat at" i Atal le MN MeV ES Nae JS, Mee 
('S2e5 2 ose ee se si 
IN FA fete MAMA.) ee Ree, Abe ae 
al ha -&- 
fa re mi do re si do do do 


* Be sure of the proper intonation of the augmented fourth, which is very difficult. 
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No. 11. pal) CREE Oe ey Bae ge 8 a eee ae a ect 

EXERCISES eater CY ed 2] —— —= 
IN G2 | at Pee Cle =2= ==} —HF 

SEVENTHS. es Go STA Ss oe ee. a= 


do si redo mi re do re si do do do 


No. 12. cS se MD PULLIN Ys eee Se ee See eet, ey 
EXERCISES ——_———— ar ea eRe a —F 
IN Se eas See are Riss £4 CS SAT = 
OCTAVES. ee ee a 7 ae 
do do re re mi mi 
en | le Date ie mean gc 6D) tania pe a tel RE 


SF a srvvariae az” coo NE —== 
Ge eae TS Pes Sea Se Se ester Stl FORD CART DERE 
oO =) ral Par & 


a oe ao = se 
re re do do si si: do do do 
No. 13. a Las aE ish = Ie 2 
RECAPITU- Se ae ee SS = 
N. Saree ss, a a Beg 
LATION = = _ o- - ——_ 
do do re do mi do fa 
Bees 2 ran) | Seen eeiee mal o) Ses a fn io = 
SS eee 
a -e- 2 ee 2 -o- 


mi do re si do do do 


You cannot be too particular in giving the precise measure of 
the notes. I do not mean that they should be made long, but 
their length be exactly defined. 
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OF RESTS. 


Rests.serve to indicate pauses between the notes, and are of 
several lengths like the several sorts of notes. 


The Rests are called: 


Semibreve Minim Crotchet Quaver Semiquaver Demisemi- Demi-demisemi- 
Rest Rest. Rest. Rest. Rest. quaver Rest. quaver Rest. 


aa fans Sas eae Sa GR a 
<A al iG RUSE aL PR, POR A 


COMPARISON OF THE VALUES OF THE RESTS. 


Semi- Demi- Demi-demi- 

Semibreve. Minim. Crotchet. Quaver. quaver. semiguaver. semiquaver. 

= ST ee ee ay ae ee” Oe ee OR 

[ [ i te | ae 

> => ee eee eer pa 

a sae eat ls 

Semibreve Minim Crotchet Quaver Semiqua- | Demisemi- | Demi-dem- 

Rest. Rest. Rest. Rest. ver Rest. [ quaver Rest.| semiquayer 
Rest. 


a ———— 


The relative lengths of restsare the same as of notes. 


—_——— rr —— —————_E_—‘iThe Semibreve Rest equals 


——— OS )— si Mini Rests, 


wa ae age: or 4 Crotchet Rests, 
aa ie oe a or 8 Quaver Rests, 


~“ “ : ‘ 
or 16 be Semiquaver Rests, or 32 ™ Demisemiquaver Rests, or 64 ~™ Demi-demisemiq aver Reata, 
; ~ 
“ 


3 BZ 
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LESSON FIRST, WITH THE NAMES OF THE NOTES. 
Moderately slow. 


LESSONS ae TERE aah 
a (=e 6 = a 


MINIMS. 


do re mi sol fa re ie do “ la 


ev ie ase ee oe a eft meee Le 
pleedie eet tee 
(eae 


si la sol la sol fa sol mi sol re do re mi sol 


est te ee acinar es 

aes oe. 
sae a fe =o be == = 
a = =] ses: tt mare me a 
fa re mi do do si do mi sol ms ds do do 


Pupils who beat time negligently run the risk of never be- 
coming perfect in it: they are either too fast or too slow. Care 
in the beginning will give the habit of keeping the exact rhythm. 


Moderately ata 


- eee 


do “i do sol la fa sol mi fa ae mi 


(S55 bales ieielereeiect 


-&- 
fa re do solla si sol do la si re do si do si la 


=e = ofS st=te = aoe wa a 
Sas ies eet 


sol do si do sol la fa sol domi sol mi re ad 
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DIAGRAM OF AN OCTAVE OF THE PIANO IN THE KEY OF DO. 


== =s= =o SS Se 
Sé= Ss= =s= =8= =8= 
SS =e =, = = == 
== Ss = So 
=A = Ss == == Sa = 
2o be : 
az do re mi “/'? i sol la si do 
so = 
z= /\ /\ /\ /\ 
get 9 e e e ° ° e e @ 
a @ e e e e e ° ” e 
Gee e e ° e e ° e 
° a ma eS e e oe. e ° ° ke, eat 
a eeee 2 D @ = ss io) 
32° . be 8. kd =) cae, (es eee Carre 
ag ae =) CA) es z eee eer oh : 
b= n_€p- SF) P e ° e e tian e 
Sate Tone. e Tone. e Semitone. e Tone e Tone. e Tone. e Semitone. e 
A Sa ee ° eee 6 eg ° 
se s e e e s e e 
ales e e e e e @ e e 
BS . e e e ° ° e e 
gah e ° ° ° e ry e 
Es Tonic. Super-tonic Mediant. Sub- dominant, Dominant. Super-Dominant Sensible. Octav 
sua. * or Second. ° ° ° or Sixth. ° e 
& Se e ° e ° e e ® 
2 S e es e e e e e oe 
o e se e es ° ° e e 
e e e e e e e e 
ean Miia scat aate bcs Ree we E =a 
gs: eo 
EST. ee ee ee es ee 
ee of co -O- <— -o- -o- -S- 
a e e e e e e e 
e e e s e e e e 
Unison. Second Third. Fourth. Fifth. Sixth. Seventh. Octave. 
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OF THE SEMITONES. 


There are two kinds of semitones: the semitone diatonic and 
the semitone chromatic. The semitone diatonic is that which 
changes the name of the note. 


ExamPtLes. 


The semitone chromatic is that which does not change the 
name of the note. 


SS SS SS eee 
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The ninth part of a tone is called a comma. 

The diatonic semitone consists of four 
commas. 

The chromatic semitone consists of 
five commas. 

The tone consists of nine commas. 

Thus two diatonic semitones are less than the tone, but the 
interval of a tone comprises a chromatic semitone and a diatonic 


————-} and two chromatic semi- 
a = 


Ao- Diat. Chrom. 
—— ee ee 


tones are greater than a tone, since they each comprise five 


commas. 

The article on the semitones and intervals not being divisible, and preceding that 
upon the major and minor gamut,I suggest to the professor to explain them first 
briefly, taking care to recur frequently to them during subsequent lessons. 

If these principles are found too difficult for the apprehension of young students, 
let them be passed over at first, and taken up at a later period. 


TABLE OF INTERVALS WITH THEIR INVERSIONS. 


Unison. 


ExamPpuLe. 


Examp.e. 


semitone, Examr.re. 


Direct Position. 


INVERSION. 


ae 


Second minor. Second_major. Second augmented. 
o 1 semitone. o- 1 tone. “a a 
: 1 tone and 1 semitone chrom. 
Seventh minor. Seventh diminished. 


== o-—-—-- a 


5 tones and 1 semitone, 4 tones and 2 semitones, 3 tones and 3 semitones. 
Third diminished. Third minor. 


pe ee 
~@-} tone and 1 semitone. i 2 tones. 


Sixth anemented. 


Sixth major. Sixth minor. 


—-—hbe— Se See 
4 tones and 2 semitones, the second 4 tones and 1 semitone. 3 tones and 2 semitones. 
semitone chromatic. 


THE A B C OF MUSIC. 21 


Perfect Fourth. 


~@ 2 tones anda semitone, Cie 3 tones. 


Perfect Fifth. 


#e- 1 tone and 2 semitones, 


Augmented Fifth. ae Diminished Fifth. 


{e) 


mS, 


3 tones and 2 semitones, the 3 tones and a semitone, 2 tones and 2 semitones. 
2d semitone chromatic. 


Diminished Fifth, Perfect Fifth. Augmented Fifth. 


72 


-@- 3 tones and 2 semitones, 
the 2d chromatic. 


Diminished Fourth. 


—————— 


~@ 2 tones and 2 semitones. <7 3 tones and a semitone. 


Augmented Fourth. Perfect Fourth. 


3 tones, 2 tones anda semitone. 1 tone and 2 semitones, 
Minor Sixth. Major Sixth. Augmented Sixth. 


a 


j 


-@- 4 tones and 2 semitones, 
the 2d chromatic. 


Diminished Third. 


as 3 tones and 2 semitones. O- 4 tones and a semitone, 


Major Third. Minor Third. pate 


2 tones. 1 tone and a semitone, 
Diminished Seventh, Minor Seventh. 


ro 3 tones and 3 semitones. ~@- 4 tones and 2 semitones. @- 5 tones and 1 semitone, 


Augmented Second. Major Second. Minor Second. 


0 be— eRe 
1 tone and 1 chromatic semitone, ltone. 1 semitone, 
Octave. 
; ee ee eo Thes semitones aphich 
~@ 5 tones and 2 semitones. are not designated are 
Unison. ___ all diatonic. 


The other intervals, which might be set down, are not in use, or, at most, very rarely. 
It is important to know by heart, and above all to understand, of what the intervals are 
composed, and what is the character of the senitones, whether chromatic or diatonic. 

The pupz:l has here a rule which will aid the memory of the inversions. It is simple 
and easily applied. 

Rule.—Add the interval to its inversion and the sum must be nine. 


EXAMPLE. 

Unison is represented by the The “ Second” is repre- The “ Third” is repre- 
number 1}_ sented by 2|_ sented by 3 
And its inversion isthe number _SIIts inversion by _7|Its inversion by 6 
Sum 9 Sum 9 Sum 9 


And thus with all the others, 
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KEY TO THE DIFFERENT INTERVALS. 


Ir has been noted that there are eight kinds of intervals, vary- 
ing by a semitone, more or less. ‘To learn these is very difficult, 
but I here present a key, the use of which renders the acquisi- 
tion certain and lasting. 

All the natural intervals in the major gamut: 


MAJOR. MAJOR. PERFECT. PERFECT. MAJOR. MAJOR. OCTAVE. 


ro -- -&- -- -o- oS 


These are major intervals, with the exception of the fourth 
and fifth, which in French are commonly termed “juste.” ‘The 
word is translated here “perfect.” ‘They may be otherwise de- 
signated as fixed or unalterable. : 

By raising the major intervals a semitone they become aug- 
mented ; by lowering them a semitone they become minor; and 
two semitones, they become diminished. 

The perfect or fixed intervals cannot be either major or minor: 
they are augmented by raising them a semitone, and diminished 
by lowering thema semitone. This is shown in the examples 
of the different intervals given in the preceding tables. 

I have found the rules here stated of great utility in teaching 
the intervals, and I recommend to the professor to adopt them. 
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KEY TO THE NUMBER OF TONES AND SEMITONES IN 
THE INTERVALS. 


Srupents having difficulty in remembering the components 
of all the intervals, it will suffice if they learn perfectly the 
three principal, namely :—the major third, composed of two 
tones; the perfect fifth, composed of three tones and one semi- 
tone; and the octave, composed of five tones and two semitones. 
The other intervals may be referred to these three, and thus be 
retained. 


OF ACQUIRING THE INTERVALS IN SINGING. 


TxE intervals, which it is most important to attain in singing, 
are found in the following chords, 


1 2 3 
i] ie) 
3F a pe 
eae a -&- 


In the Ist of these chords are the intervals of the third, the 
fifth, and the octave. In the 2d, are the fourth and sixth: in the 
3d, is the minor seventh. 


Formula. —— 
= 


Om 34 


7th minor. 
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‘The intervals besides these, are the minor third and the major 
seventh. 


Sf —=—==e— 


Minor 3d. “& Major 7th. 


These two intervals the pupil may easily acquire, by descend- 
ing from the major 3d a chromatic semitone, to make the minor 
3d; and by descending from the octave a diatonic semitone, to 
make the major 7th. 


aa ee 
PE ER STE TTI I IE EE SEEN SS ee ee ee 
&- Minor 3d, oe Major 7th. 


By similar means other intervals, as the augmented and dimin- 
ished 4th, 5th, and 6th, may be learned as soon as the pupil is 
familiar with their formation by the study of the foregoing 
table. 

The teacher will do well to feniliarizn the pupil’s ear with the 
intonation of each of these chords separately, expressing the in- 


tervals which compose them by the names of the notes and in 
changing the bass. 


# 1st chord. bo. 3d. 
Se ae. yen Bibs ents 
as ee eo 
Example—— a 
TS OI TTI 
(ee SS —e— 
sol si Te See lab reb fa lab mi soly si Te# 


The same with the other chords. 


se 
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NEW SERIES OF INTERVALS WITHOUT RECOURSE TO THE 
NAMES OF THE NOTES. 
No. 16. Moderato. 


EXERCISE ee a 
se eee ee 
SECONDS, "a ] dala eh eal 
srenecener ane ra maa ae 


No. 17. 
EXERCISE 


1N 
THIRDS, 


&- 


Same movement for this series of intervals. . 
4, 
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No. 18, 
EXERCISE 


IN 
FOURTHS. 


No. 19. 
EXERCISE 
IN 
FIFTHS. 


* Be sure that the intervals from mr to ra and from sr to po are true. 
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No. 20. 
EXERCISE 


This exercise may be accompanied in unison to assist a per- 
fect intonation. 
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No. 21. 
EXERCISE 
IN 
SEVENTHS. 


No. 22. 
EXERCISE 
IN 
OCTAVES, 


No. 23. 
EXERCISE 
IN 
NINTHS, 


er aie rer S- 


* The interval of the major seventh is very difficult to reach exactly, and too much 
pains cannot be taken in acquiring the true intonation of it. 
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OF TIMES. 


‘THERE are three kinds of time; that which has two beats in the 
bar, that which has three beats, and that which has four beats. 


Double time. 2 time. 3 time. 3 time. Common time. 


aot 


J 2h 
+ time. 


Smee 
TOMES. 


ar LOOT ae 
ComPotunn }— —_—| 2 aE LLY |S 


The Bar is a straight line drawn across the stave. The 
space between two such lines is also called a bar: and the value 
of the notes or rests contained in it, is indicated by the Time- 
figures following the clef. 

The times which are noted by a simple fraction are easily 


understood. 

The lower figure signifies the division of the semibreve into parts, and the upper 
the number of the parts in the bar. 

If the lower represents 1, it is the whole semibreve; if 2, the half of the semibreve, 
ora minim; if 4, the fourth of the semibreve or a crotchet; if 8, the eighth of a semi- 
breve, or a quaver; if 16, the sixteenth of a semibreve, or a semiquaver. 


2 time has two-fourths of a semibreve;.that is, two crotchets in the bar. 3 time 
has three-fourths of the semibreve; that is, three crotchets in the bar. § time has six- 
eighths of the semibreve; that is, six quavers in the bar. 12 time has twelve-eighths 
of the semibreve; that is, twelve quavers in the bar. time has three-eighths of the 
semibreve ; that is, three quavers in the bar. 

In compound time, the upper figure is composed of treble the first of a simple time, 
and the lower figure of double the lower of a simple time. 


Example—2 is a simple time. 
This time compounded becomes 8 treble of 2 
8 double of 4 


When the upper figure of any time is an odd number, there are three beats in the bar. 

When the figures are even numbers, there are two beats, except 12 and “ (or come 
mon) times, which have four beats. 

Let the pupil observe that the value of every beat in compound time is one-half 
more than in simple time. ‘Thus, if two crotchets make a bar in simple time, three 


are required in compound time. 
The following table illustrates this rule. 


GZ 


30 
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OF TIMES, 


WITH COMPARISONS OF THE SIMPLE AND THE COMPOUND. 


Timres or Two Bears. 


Timzs or Taree Brats. 


— 
} Sas. as i 
eS ealee. a re Fae = 
( poe 


a LIC + ects PO | 
y o— Bs ES enn PE 
(Soe SS eaeSe a cae Bete 


Times oF Four Brats. 


S ee eon eRe Sie Saeeee ae | 
Ch ed — eee} ——_ oo —_o —_} 
ila io i 1 
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In ancient music there were other times not now in use; for 
example, 233. The time 2. is still employed occasionally. 

The pupil will remark that the semibreve rest is used to ex- 
»press a silent bar, both in simple and compound times, whether 
the bar be more or less than the semibreve. ‘The rest indicates 
silence through the whole bar, whatever may be the time. 

This rule does not apply to ae division of the rests. Thus to 
expr ss | a rest of half a bar in 2 time, a crotchet rest is used and 
not a minim rest. ‘The same remark applies to all other rests. 


4 


MODE OF BEATING TIME. 


® 3 

TWO BEATS. TRIPLE TIME. COMMON TIME. x 

ay . 
ef ‘ 2B, 
@ 
n 9) 
y r = °» 
- 3 Dy 
. + 

j 3d beat strong. ' 
- 4% = ‘ 


*SUOIS JLOq 1ST 


Ca ee a a a | 


*SUOMS 1WIq IST 
oy2d beat weak. 
os 
va 
SUOIS 


D> 
it 


w 
- 


The strong beat indicates the accentuation. 


I cannot too earnestly recommend to the professor the greatest exactitude in beating 
time. It is requisite that every beat should be precise and decided, without any waver- 
ing or irregularity in the motion of the hand. Equal care should be taken to preserve 
the same interval throughout etween thebeats,*so that the time of the piece may not 
vary. Attention to this rule enables the pupil to regulate his singing by the movement 
of the hand, (as of a metronome,) and not the reverse,—to regulate the movement of 
the hand by the singing. —§ | 


Mod erately slow. 
—— 
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When the pupil can sing these lessons, the teacher should 
make him write notes with the names under them. 
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Moderately slow. 


SS ee 


SS eas 


| | ra 
mes a 
Stop the pupil frequently in the course of this lesson, to be 
assured that he follows the notes, and is not repeating by ear. 


Moderately slow. 


~ =e} 
ios Set Ha 
SSS Sees 
[ SS roe se eee 


4g 
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Give the pupil for an exercise the writing of the gamut in Do, 
ascending and descending; make him observe that the two semi- 
tones are from Mz to Fa, and from Sz to Do, and show him that 
in the gamut of every key, the intervals from the third to the 
fourth, and from the seventh to the eighth notes are semitones. 


OF THE SHARP #, THE FLAT }, THE NATURAL §&. 


If the keys of a piano are observed, it may be seen that be- 
tween every two forming a whole tone, there intervenes a key 
which is higher than one and lower than the other. This key 
between the two does not take a distinct or independent name, 
but is designated both by the one above and the one below, 
being called the sharp of the one, and the flat of the other. 

To designate that a note is made sharp, that is, raised a semi- 
tone, this mark (#), called a sharp, is placed before it; and to 
make a note flat, that is, to lower it a semitone, this mark (b) 
is placed before it. ‘To counteract either of these marks, that 
is, make the note as it was originally, this a ygerk (4), called a 
natural, is placed before it. 


Do natural. Do sharp. Do natural. Re natural. Re flat. Re natural. 


These three marks or signs #, b, 4, are called accidents, 
because they accidentally change the sound of the notes. 

If to the diatonic scale on the keys of a piano the sharp and 
flat keys be added, it becomes chromatic, which consists of suc- 
cessive semitones. 
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PLAN OF AN OCTAVE ON THE PIANO. 


5 1 tone.——__-—. 
1 tone, _—_ tone. — 2 
ex Ke] es 


DIATONIC SCALE. 


By Sharps. 
CHROMATIC ) 
GAMUT. | bobog a RE REY MI FA FA# SOLSOLHLALA# SI DO 
one. ne tt _4__ 3 4 3 3 wheat ehh ie 
By Flats Se eee 
——abe ke “=F 5 ps bono he. 


DO med REF MibMiIq FA SOLb soxk Lab Lay sib sik DO 


It is usual to write the chromatic gamut with sharps in ascend- 
ing, and with flats in descending. 


é Sa 7 
(ee BC 4S 4S goto te 
——e oS —— — EF 


abeyobots——— poe Nee PC BOA AISIS BS ae abespes 


Let these gamuts, ascending and descending, be learned by heart, and in order to 
facilitate the study: observe to the pupil that between the mx and the ra, and between the 
sr and the no on the piano, there are no black keys. 

Thus in ascending the chromatic gamut of po, all the keys except mr and sr have 
sharps: and in descending all have flats except vo and ra. 
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COMMON TIME, OR FOUR BEATS IN THE BAR. 


In common time a semibreve fills the bar, and there is a crotchet 
for each beat. ; 

Let the pupil understand that the sharp raises the note a 
semitone. 

This time may be marked +, that is, four-fourths of a semi- 
breve, or four crotchets in the bar. 


No. 28. Moderato. 
LESSON 


IN 
CROTCHETS. 


* The sharp raises the note a semitone. 
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Moderato. 
No. 29 eae ee ae a ee 
-C—*—_o—s —— 4 
ae ! sa sea 
P 


=a eS SS = 
ee ee ee ee 
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No. 30. Moderately slow. 


LESSONS IN — vw ~_ , ! ~ 

MINIMS AND ae eo aE = Er ike 

CROTCHETS. (Q—— ao so a a tel — —@ 
P 


At each lesson the pupil should be taught some principle, and 
should review what he has learned. No new lesson should be 
commenced until the preceding is thoroughly known. 
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Moderately slow. 


* The flat lowers the note a semitone; it is the opposite of the sharp. 
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sates! Moderately ly slow. _ by 4 yi 
LESSONS IN ee i + | == ae 


CROTCHETS 
AND MINIMS. 


Se 
oe 


In order to practise without the aid of the teacher, the pupil 
should be made to read the lesson, beating time and naming the 
notes, without singing them. 


(—S=S ss S 


eared 
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REVIEW OF THE PRECEDING LESSONS. 


Moderately slow. 


No. 3 mae ===: Ca 


anna am = ‘Boss 


seine = a 
(gee = eee aoss = 


Make the pupil analyze the bars, that he may know well the 
divisions and the complement of them. 
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Note well the beats throughout this lesson. 
Moderately slow. 


1s Sars 4 1, PRS ae 1. 22:3 4 
No. 35. SF islets Gele BSC TC uT ee _ sa aa > 
. ri ail = as aa oe ——— iz 
eee eel Sas tse Sem Gar emraen ceeeen toate eee 
P 


foe oo Fl SS ae Te Se 2 


3 4 

= esas | a aE 

SSS 6 <1: Oe - eee YL | Fe IS See 
=> SS5 Series 


oa: : _— 


After having said this lesson in common time, let it be repeat- 
ed in = time. 
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OF THE DOT 


A dot added to a note or rest increases the length one-half. 


The semibreve rests and the 
minim rests are not dotted. 


cae 


Ifa third dot is used, its value is half of the second. 
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As the dot increases the length of the note one half, a dotted 
minim equals three crotchets. It counts, therefore, three beats. 


Grazioso. 


No. 36. ; 9 
LESSON IN ‘ 2 et : 
5 ls @ ° } | 
THE DOTTED c = 1 me 
ee io met 
MINIM. eo 


Yb 


1f the pupil has difficulty in learning these lessons, he should 
be made to analyze the time. 
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Observe that here the dotted crotchet equals three quavers, 
and that consequently the hand must be raised at the dot. 


es Moderately slow. , 


oe eae 


CROTCHET. Sa es 


Fe 


Observe that this lesson is similar to the preceding, except 
that crotchets take the place of minims, and quavers of crotchets. 


Sh en — 
ER ES PO, oe 
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Moderately slow. 


I recommend that the value of the notes be analyzed, in order 
to divide the bar perfectly and beat the time correctly. 
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OF THE SYNCOPE. 

The syncope is the union of two notes blended together, the 
second being a continuation of the first, with a beat between 
them. When the syncope operates from the end of one bar to 
the beginning of the next, it is marked by this sign ——. 


Examp.e. (= title ek 


This syncope is in its regular form. It is also written in 
unequal divisions. 


The same in; 
triple time. 
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Moderato. 


No..20: _ re 


9 
LESSON FOR THE acid eS ee a ae AE ew Peres 
STUDY OF SYNCO- fe Za a) ” 
: = —- = 7s 
= in ‘oe Sanaa > ak. a Naeem 


PATED MINIMS. 


(3 = Ee 2 Eipests = Ss 


(S65 52 P Spa e 


9 
ane ees 
| — 
ee ee ee 


ee eS Se ee ee i eee. Ee S ae ee 
! 1 I 
ee See reer al i al Ri ioe 
oar ae | i SS = = 
ee ie) 


Be See ree 


{SiS ae Pere ane 
222 SSS ee eee 
a AEE 8 SE OO A : 


This is one of the great difficulties in elementary music. If 
the pupil cannot at first overcome it, pass it over, and return to 
it afterwards. Mark the syncopated note strongly. 


7 D 
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ene Allegretto 9 S 9 

LESSON FOR THE - , 7 ee soma a ma ; 
STUDY OF SYNCO- wee | | | od e @ @ 

PATED CROTCHETS.-@7 — ei J—_p—t ho 


y 


eS Sa ees ——s 
sees \ ' FE 
== ee ee ee 
@ o—_|—_6 ae oe f 
ayes seis Cee yal er email aa see me 
ae eee te eee 
ae eel =) : Ia | A ware : : 
; ea ee ee 
pee oes cd 25S ore _ g: 
Sete at ee — Be 
| \ 1 E 4 ] es os , 
1 aah BSS | ae ees HS eA ae 8, be 7 
SF BS eee 


The same example as in Exercise No. 37; the crotchet takes 
the place of a minim. 
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Make the syncopes emphatic. 


Moderato. 
No. 41. F 
OTHER 
SYNCOPES. (U)- aa we 


sSSe5 


=== re eres o. a mee 
er Le a =) Nid ae al a ——ef 
i eel 


pa ies 
poe. a ee * — 

a 1s 2 hy ta as? — scsi 

Ree eae 


Let the pupil sing this exercise twice; the first time as it is 
written, the second in { time. 
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Moderately slow. 


| a aaron ===e= 3 
No. 42. ( C— ae fa os a —— —-F 
—_}+._l a— : g—-——. 


4 


eer cee pms) Teac Pere et 
[ eC 
(eee eS 


———— 


SS SS Se ES SS = 
Se ee 


a 


e- 


: : AD ‘ : 
Sing this lesson both in $ and in $ time. 


“OF THE FORMATION OF THE MAJOR GAMUT. 
Observe that in commencing the gamut of do on any other note 
than do, the intervals of five tones and two semitones, pertaining 
to the formation of the diatonic gamut, are no longer followed. 
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<I} tone. 
—-+-—————_—_—_ -——_———+— 1 tone..— 1 tone. —. 


Model Gamut. 3 tone.—1 tone.— | 
; 1 tone. —1 tone. a) Ca ee 
EB OD 0 an ORES ET 
* e e ° ° e 
e . . . . 
e e e ° . 
° . . . ° . 
~*1tone._2 Ltone. ¢ 1 fone: 4.4 tone.O 
Imitation (2) 


Beginning on sol. ee eee eee 


e . 
*____*) tone:—21 tone, tone: pie 
Oe (=) 
2 —I 


_ In these imitations, in order to make the intervals relatively 
the same as in the gamut of do, it is necessary to make the fa 
sharp in the gamut of sol, and the s¢ flat in the gamut of fa. 


Tmitation 
Beginning on fa. 


EXAMPLE. 
Gamut in do major. ee (oR 
— (S) < 
= = oO! II: 


Gamut in sol major. NG a 


Gamut in fa major. = be (8) - —tt 


But it is customary to place the accidents after the clef’ They 
then become the characteristic sign of the key, and they are 
not repeated in the course of a piece, except when temporarily 
suspended by the use of a natural. 


Key of do, only the clef. Key of sol, a sharp on FA. Key of fa, a flat on st. 
4—__——— ——— 
——— || a 

And so with the other gamuts. 
ta do. sol. ‘Te la gem “st si mi la re sol do fa 
é # et == = =+ 
1 2 3.4 6& 6 Zé 1 2 3 4 5 6 fs 
The sharps ascend by fifths. The flats ascend ty fourths. 


s 
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Let the sharps and flats be learned by heart so that the pupil 
may repeat them rapidly. 

Observe to the pupil that the flats are placed in an order the 
reverse of the sharps. Observing the example, it will be seen 
that the first sharp becomes the last flat, and the first flat the 
last sharp; and so of the others. 


TABLE OF GAMUTS, 
WITH SHARPS AND WITH FLATS. 


WITH SHARPS. WITH FLATS. 


a 7) of dab. 
ie. Cea SS. 
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RECAPITULATION. 


The first sHarp is placed on fa, the second on do, the third 
on sol, the fourth on re, the fifth on /a, the sixth on mz, and the 
seventh on st. The second sharp is never placed after the clef, 
without the first, nor the third without the second and the first, 
and soon. The last sharp is placed on the seventh note. Thus, 
when there is one sharp, it indicates the key of sol, the octave or 
tonic of which is one semitone higher than the senszble note. The 
seventh is thus called because it makes the ear sensible of the 
want of the tonic or key note. 

7th note. ae n. Pes ne: fa n. 
AERA igs, | 


Key of Do. Key of Sol. os of Re. Coes of La Wes of Mi. Cae of Si. oe ae of Fak Key of Do #. 


The last flat is always placed on the fourth note of the gamut 
of which it designates the key; and the next to the last flat always 
indicates the line or space to which the key : note belongs. 


“ note, dia a, n 4th ie 


ae iain eae aaa es i? Bie oa bt 


gw of Do. Key of Fa, Key of Si es Key of mits Key of Lab Key of Reb. Key of Sol b. = of Do <e 


It may be seen that the sharps are added by ascending fifths, 
and the flats by ascending fourths. 


REVIEW OF THE RULE RESPECTING SHARPS. 

The last sharp after the clef is placed on the sensible note. 
The key of so/ having one sharp, that sharp is therefore fa #. The 
key of re has two sharps; the latter of them is therefore do #. 
And so of other keys. 


REVIEW OF THE RULE RESPECTING FLATS. 

The flat next the last-is on the same line or space with the key 
note. With two flats, the first (which is in that case next the 
last) is on the line of sz. The key note is therefore szb. With 
three flats, the next to the last is on the space of mz. ‘The key 
note is therefore mz b. 
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This rule is invariable up to seven flats. 

It is only necessary to remember that one flat indicates the 
key of fa@ major. 

The professor should feel assured that the pupil understands 
the meaning and relations of the tonic and the sensible note. 


Note.—The experience of every teacher of children proves 
that they learn rules in rhyme more readily, and retain them 
more certainly, than in any other form. The following may be 
adopted to impress the flat and sharp keys on the memory. 


[F. DJ 


RULE FOR THE KEYS WITH SHARPS, 
No sharps nor flats belong to bo: 
One sharp the key of 1 must show ; 
Vv Re has two sharps, and fh thirds, 
“Tn mt are four, and five in 
The ra-sharp gamut must have six, 
And for Do-sharp all seven prefix. 


RULE FOR THE KEYS WITH FLATS. 
F'a-natural one flat must take. 
Two flats the key of si-flat make; 
M1-flat has three, and La-flat four, 
And with re-flat count still one more: 
By six the sot-flat scale is known, 
And po-flat makes all seven its own. 


No. 43. THEME. 
Moderato. 


1st Variation. 
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2d Var. 


Been are ee me Pepe er | 
iS = 


4th Var. 


If the teacher finds some of these variations difficult for the 


pupil, they may be passed over for the time, and resumed at a 
later period. 


8 
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Moderato. a ) 


“ 2a Ss 
Sener se "5 oe pes see 


Seidl see iss Sata = 
Sa :=- fe IBS =4 
(San 
Base pelos Se 
2.55 —- SF 


The pupil who plays the piano, a after having ee these 
lessons, play them with the right hand, taking care to keep the 
time perfectly. 

| OF THE MODES. 

Mope signifies the relation of the tones in a gamut. The 
tones are major or minor. The characteristic difference between 
the major and minor is the nature of the interval from the first 
to the third note of the gamut. If that interval forms two whole 
tones, that is, a major third, the gamut or the mode is major. 
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If the interval forms only a tone and a half, that is, a minor 
third, the gamut or mode is minor. 


SRS) 
O bs =| t 
1 tone. 3 tone. 


The minor gamut is based upon the model or major gamut, 
differing in certain intervals. 


tone. 


Major Gamut. ine: o— => = 
eS OF = 


} tone. O . CO 


a aes 
=@ — 
a Se i 
, 3 tone. 
In ascending the minor gamut éhese intervals are modified, and 


the seventh (sensible note) is made sharp. 


1 tone. 3 tone. . 40 } tone, 
=a —$ ad 
° 4 


Minor Gamut. 


. 7th sensible. 

The interval from fa to sol# sounds harsh and abrupt, and is 
besides very difficult to sing, being a tone anda half. On this 
account it is approximated to the seventh by a semitone. 


ee 
= 


But in descending the minor gamut should invariably consist 
of the notes of the major gamut. For this reason /a minor is 
said to be the relative of the key do major. And so every minor 
has its relative major key, and every major its relative minor. 

‘The relatives have always the same number of accidents placed 
after the clef. 


DESIGNATIONS OF THE MAJOR KEYS, AND OF THE RELATIVE MINORS. 
Do major mode. 


The model gamut has no 
accidents after the clef. 


Ia minor mode. 


The minor gerne in «| Tele 


which is derived from 
it, has no accidents. 


eh 
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RELATIONS OF THE MINOR AND MAJOR KE\S. 


WITH FLATS AFTER THE CLEF 


WITH SHARPS AFTER THE CLEF 


- # sol major. 


With one sharp the key 
is sol major, or 


«ts relative minor, which 
is mt minor. 


— 


With two sharps the key 
is re major, or 


its relative si 
minor. 


fee ae 


With three sharps the key 
is /a major, or 


=—_—_ 


fa minor. 


With four sharps the key 
is mt major, or 


do# minor. 


With five sharps the key 
is si major, or 


2 


_ st major. _ 


—_Q— 


Sees 


sol} minor, 


With six sharps the key 
is fa # major, or 


ve tt minor. 


oO i 


With seven sharps the 
key is do# major, 


or Ja minor, 


o> 


ye 
ce 
2 wit mi + minor. 
a # shen 


With one flat after the 
clef the key is fa major, 


or its relative which 
is re minor. 


With two flats the key 
is sth major, or 


sol minor. 


With three flats the key 
is mt| major, or 


do minor. 


With four flats the key 
is lab major or 


Ja minor. 


With five flats the key 
is reb major, or 


stb minor, 


With sx flats the key 
1s sol major, or 


mib minor. 


With seven flats the key 
is dob major, or 


lab minor. 


| 
| 
| 
| 
| 


| 
| 
| 


| 
[= 
ee 


fa major. 


do minor. 
eee ae ea 
5 (0) 


= 


tah major. 


zs “are 
Pp 


re h miajor. 


ee | 


_ do h A major. 
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OF THE DISTINCTION BETWEEN THE MAJOR AND MINOR MODES. 
The signs following the clef are not sufficient of themselves 
to show whether a piece is in the major or the minor mode. 
It is necessary to look over the piece and find the notes form- 


ing the perfect chord ;—that is the chord of the tonic—being the 
key-note, the third and the fifth. 


Perfect major chord. —— it 
eae. 


; . ’ OO 
a a oO ‘ 
' Perfect minor chord. — iE 
—__——e——-9 . 
ie coz “Oo 
2 “O- 


The melody or the accompaniment should indicate one or the 
other of these chords. 

The teacher should strike major and minor chords frequently, 
and ask the pupil to distinguish them, in order to make him sure 
of the major and minor thirds. It may be observed that the 
major chord has a brilliancy which does not belong to the minor. 


' Major. &———__—_—_ Minor. = s = 
© Ga, o -O- t 
The minor chord has a more sad or melancholy effect. 
sol major. re major. da major. 


| 


ae 


# minor. 
t 


Ui 
—————— 


Perfect chord of 
do major. 


Perfect chord ‘| 


4. 


ot" 
# 0) 
2) 


la minor, the 
Telative of do 
major. 


Te 


la # minor. | 


oOo 
Observe that the thirds of the relative minor chords are minor, 
and the thirds of the major modes are major. 
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Se paw ab major. mi b major. 


Se ee eg 


. i 


sol b major. 


a Mean 
a 


me nae { 2 
coe 
or sea” eee perenne —— 


Observe that the third major is composed of two tones, and 
the third minor of a tone and a diatonic semitone. 
( 


GAMUT OF LA MINOR, eg oe ATIVE OF DO MAJOR. 


This gamut, being above the compass of a child’ s voice, should 


not be sung. 
LESSON IN LA MINOR. 


P Larghetto. 


No. 45. 


Ses ee ee 


Let it be remembered that this eset is in eg ts minor and not 
in do major, because the sol, which is the fifth note of the key of 
do, or the sensible of the key of Za, is sharp. 

The rule which has been given should also be borne in mind. 
The accompaniment of the first bar must have /@ in the bass, 
and do, mz, a in the treble, which gives the perfect chord of Ja 
minor.t 

To be in do, there should be do, mz, and sol natural. 


* Sustain these three las without repeating the w ord. T See large edition. 
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OF THE REPEAT. 

The sign of a repeat or return, & placed in any part of a piece, 
requires that when it occurs a second time, so much of the piece 
should be repeated as follows from the first sign to the word 
Fine, (Italian,) signifying the end. The words al segno are some: 
times placed over the sign. ‘They mean “ to the sign.” 

Andante. & 


ee ey 
-@ | _g- S ere 
t+e—o-+5 ae: 


SEREEEEEGH 


Take care of the intonation of the Sh Rist gee, f is not too 


flat. 
No, 47. THEME. : 
Andante. ° 
Laer OE x, as meee oe Tei 
(aaa =f ee|s [as elk 
“4 1st tain 2 : : 
Pn feels leona SEAL 
2d Var. ey AE 9 EH 
fo eee! a0 Al\PP Plone =f 
U2 cashes 2: eererte fee alece [peel 


Szsrrecieniee ea eee arses 
merece 
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5th Var. 


(aa itr as 
se 


6th Var. 


<a a ae 


8th War. (In syncopes.) 


, 5 0-8 Tro 
ria ease meme Sitaarad oi 
Es { ~ 
{ 


ae Var. 


= iat 
a le eae 
ee ee 
Sete eee es Se OY 
25 
0 6 P1T PeP fete 
f Lil | | 
11th Var 
eis a 4 ~ LY 
eH tees teers | =e 


eS } if _— Eh 
gzaroee a5 ee 
| ie er ert | =e a* Se 1a 4 


W th these eeatica as with those of No. 43, pass over the 
most difficult, if necessary. 
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LESSON IN SIX-EIGHT TIME. 


Gos E oe 
The ¢ time is composed of [ time. 


Andantino. 


No. 48 


q ‘ 5 
SaaS ea ere ee cere 
eas esi =e ia a foe 
ee ae ee iba ee tes 
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EXERCISE IN & TIME. 
This lesson is in do; and Ja minor is discontinued. The 


accompaniment has therefore do, mz, sol, and the sol is natural.” 


Andante. 


No. 49. 


-e- 

ie apt Ra es, me 9 

yy ie a a ae ie eee 

SaaS 
RTE se -@- 


ft 
* For the accompaniment, see large edition. 
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OF THE LEGATO AND STACCATO. 


The word Legato in Italian signifies bound, or united. The 
sign of it in music is the same as that which is called a slur in 
English. It is the same sign as is used with syncopes, but its 
effect is different. The Legato sign may embrace many notes, 
but the slur used with syncopes binds only two notes in the 
same range, the second of which is not separately enunciated. 


EXAMPLE OF THE LEGATO OR SLUR. 


ezradisgareee 
9 @ go 2 — a @ Shas a —e 


—— ee 


The Staccato sign (meaning detached) is indicated by dots, 
and shows that the notes are to be separated. . 


EXAMPLES OF THE STACCATO. 


* chin. 


It will not be sufficient to explain these signs to the pupil. 
They must be learned by practice. 
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LESSON FOR THE STUDY OF DOTTED QUAVERS, 


Separate the semiquavers clearly but delicately. 
Moderato. 


No. 50. 
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TRIPLE TIME. 


Moderato. 


12 SRK, 4 ‘ b) 
oe ea or aa Pea i ee ee 
aa een Bee an a Oe nae Lake ‘a es 5 oSE= 
as a. a a oe E 
Pee —— 
a 
[ | = 


Let the triple time be here studied before the lesson is suns 
and the three beats be well marked. 
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Moderato. 


No. 52. —3—- 
A. o- 4 a 
p -@- 


Hixecute for the pupil some major and minor melodies, and let 
him understand the difference of their intervals. This should 
be acquired by the ear independently of theory. 

Make this effort after the major and minor chords on pagesyp9 
and 62 are appreciated. 

I regard the comprehension of these differences as incontesta- 
ble evidence of the pupil’s progress. 


* 


‘y 
THE A BC OF MUSIC. oY 
OF THE TRIPLET. 


The triplet is a group of three notes which must be executed 
in the time of two. It is usually indicated by placing a figure 3 
over the three notes. 


4 a a) 

Ae —? “fe a me 
= + ——| rl ee Sea ner 
pil ade 
—— "a 
Sometimes a kind. of double triplets is employed. The 

figure 6 is then used. 


Ro .  eRereOoOoOoOmhnhai’U OPEerrereeea= 0 


6 
= ae £ : 
f @OES OGYPADSASSOlIAISOSLOASOVISPOISPAI\SOOBDET 
] | pay a ae ; eal 


a0 [ | Po 


es 


It should be observed that the sixes mast be divided into two and two, and not 
into three and three. Many musicians violate this rule. I would cite particularly the 
beautiful quartet in Moise, in da flat, the accompaniment of which begins thus, 


‘These groups should be divided as if they were in ee time, the accent falling on the 
rest, the mi and the Ja, and not on the do above, since with the latter accent the groups 
become simply double triplets. 


a 
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LESSON FOR THE STUDY OF THE TRIPLET. 
Allegretto, 


” Fat ps 
aa 205 Seeseiae HEE 


rere “ 
ae Oe 
rag tie ete tt oe 


9 
SN cn Sa HE 
a AY ee ers Pa A ee Se =| a ee ae 
(ja sie ee 


eS ZaNe Biase 


iit sometimes happens that the figure 3 is not put with the 
triplet. The reader’s knowledge must supply the omission. 
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To commence properly an incomplete bar, we count the beats 
which are wanting, and mark with greater emphasis the one cor- 
responding with the last beat of the bar. Thus i in the following 
example, we say or beat 1, 2, 3, 4, and then sing the quaver Ja. 
The same method applies to all pieces beginning with incomplete 


bars. 
1234 Moderato. 


| a pet eet 
No 54. Sy ke aa, ae Gal ea ee : 
(fs geet rrp 
P 


4 
eet Sarrraei igi 7 ne 
—# ~ea% oe ets sree gaa ot 
3 ane eee 5 . 


ro 
ai 

sn 
ne 


ey <i, ae a 3 nine be 
Fitted eas: ene loge tee 
be 1 co oe 
2 tte ole oge 
oe 3 3 
SF SSS 

(= terete ere ie 


The silent beats in the beginning need not be counted. | 
The professor should practise the eee in both methods. * 
10 G 
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VARIED GAMUT, 
NO. 55, ASCENDING GAMUT. 


ee 


Diet Ver. 
st aac cee Seale 
ea 2 ee 
ee sails 
ra: 
“pig Oy 


= 4th Var. 
5th Var. (In 1 ncopes.) 


eee eee 


6th Var. 


aoa: 

7th Var. ee ke s§ = a 
romain sjebaged: seal 
pen oO = : ake & Fe. 
(ceeare SHeeS eer iis eee |: 


9th Var. (In syncopes.) 7 = = 
ia cen TE +s Ear ee i 1 Seo =H Fi eel og > 
caeaite Ait co dgte a a= a oe Ge- = Pca —-*e Ee i 
__10th Var. ee eS 
= 7 | 4 eS ae 1S ah a Fa 
eo Sins Pe =a i wee ‘= 


11th Var. or abstract. 9 


ser Sires 


These variations through two pages make one lesson as in No. 43. 


= — é pps} = 
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SAME LESSON. 
DESCENDING GAMUT. 


=== =e ee Se 
(2s ee 
g2= EE ge ee 
(pet cele te slate, ale aeassack 
(a= eee ee eee 
| ae fee pee fea reese = Seale eee SEE 
ga: obrtalior Les ae Laaed 
me ee ae 


ee van ae = ashea es a 


ae Pere ee = Z 


Take breath at the signs of the apostrophe. 


| 
\ 


76 THE A B C OF MUSIC. 
OF SOUNDS, AND THE LINES ADDED TO THE STAVE. 

Musitcat sound is simply the result of the vibrations or oscil- 
lations of elastic and sonorous bodies, when these vibrations occur 
with sufficient rapidity to be appreciated by the ear. 

The air, which is itself the most elastic of substancés, receives 
the vibrations of sonorous bodies and conveys them to the ear. 
It is this regular motion of the air which determines what is pro- 
perly called musical sound. The pitch of a sound is always in the 
inverse ratio of the vibrations. Thus, the fewer the vibrations 
of a sonorous body in a given time, the graver or lower is the sound; 
and the greater the number of vibrations, the sharper or higher 
is the sound. 

The lowest sound which the ear can distinguish makes about 
thirty two vibrations in a second. It is thus exhibited : 


| 


“= two octaves below this. 
The highest note appreciable by the ear makes sixteen thou- 
sand three hundred and eighty-four vibrations in a second. It is 


thus exhibited : -@_ two octaves above this. 


All sounds or notes are divided into nine octaves, of which the 
lowest and the two highest are not in ordinary use. Those which 
occur in practice are found between these two extremes. 


Bx 

In order to note these sounds, five additional lines above, and 
five below the stave, are used. These lines are called ledger 
lines above and ledger lines below. 


—_—” ay rR 
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It has been remarked, that in the stave there is an interval of a third from line to 


line, or from space to space. The same rule exists in the ledger lines. 
3d. 3d. 


EXAMPLES. 


3d. 
In the first example above the line, from fa to Ja is a third; and from la to dois a third. 
In the second example below the line, from mi to do and from do to a are thirds. 


- ae en oe 
EXaMPLe. SE Sa, amiga: Pe mi do la fa la do misol 
SIE RE SEO Bog ee Ea Sa a Sa 
a a es = 
-e o 3 nae 
sol si re fa la do mi sol mi dola fa re sisol ? 6 — 6.7 
-Q- 
SIGN OF ADDITIONAL NOTES. @_ 
Oe le 
! | | Bo lex: i = 
ates rar FES © 
—————— a ee 
= : Sree, ate s = 
estes ee 
aoe Pee 6 ee NG 
le Pit ark Nace tag de d 
= ee ee ees = 
ee ee ee 
Soper or Seed 
x iReal 
-@- 


In instrumental music, when a series of many high notes occurs, they are written an 


octave below, thus: 
WRITTEN. 8VO0..~.~.~-~ 


i is oP 
—a 


EXAMPLE. oe £26 
. PLAYED. " 3 


get te — 
ie erro 
z: 


After using the sign of the octave (8vo), when it is necessary to return to the actual 
pitch, the word “doco” is’ used, signifying place ;—that is, the true position of the notes 


EXAMPLE. 
Bs ee OR NE Bet 9 ae ee NOOO) 


bye ie ° i 
persis: — Sew? a6 [If 


nee tr, 
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OF THE PAUSE (POINT D’ORGUE) AND OF BARS’ REST. 
Bars are filled with notes or rests; but if there is silence con- 
tinued through two or more bars, it is expressed either by signs 
or by figures as shown below. 


Of a bar, 


(etre Ger} tec 
(R= a et 


The bar is sometimes extended or prolonged by placing over 
a note a,sign, usually called a “ pause” in English, but which has 
with musicians a more definite name in the French term “ Point 
dorgue.” This prolongation is arbitrary. 


LN = ee 


When the point @’orgue is placed over a rest, it signifies that 
the length of the rest is also indefinite, or at the option of the 
performer. 

The term point @orgue is also applied to certain ‘embellish 
ments or ornaments introduced by the player or singer where the 
sign occurs, or may be supposed to occur. Such embellishments, 
which must be short and in keeping with the composition, are 
usually slow at the end, in order to introduce with proper effect 
the return to the regular movement. This, when following the pornt 
d’orgue, is indicated by the words “a tempo,” meaning in time. 

The taste and ability of an artist are particularly shown in the 
character and execution of these eztempore ornaments. They 
should be introduced with caution. When judiciously employed 
they are a great merit, but a great defect composed or delivered 
in bad style. ‘They should in fact, if used at all, be in all respects 
perfect. Simplicity should be studied in them, and they are in 
best taste when they do not task the full powers of an instrument 
or the voice. 
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OF THE CLEFS. . 
There aye three kinds of clefs. The clef of sot, the clef of 
po, and the clef of Fa. 


EXAMPLE. (. taser HH eens ee 


The clef of son has two positions; namely, the clef of sol 
second line and the clef of sod first line. 


The clefs of po are four; namely, the first line, the second 
line, the third line, and the fourth line. 


, as 
The clefs of FA are two; namely, the third line and the 
fourth line. ©: <a 


In this work I design to teach only the two principal clefs, 
namely, that of sol second line, and that of fa fourth lme. Know- 
ing these, the pupil is prepared for the study of piano music. 


oe PE, ARR sei a he 
©: Sa = 
ee eee 62 
oe = - hed a 
kee a 
oo 


si do re mi fa sol lasi do re 


In actual pitch these two gamuts are an octave apart. But as 
the same voice could not execute them, they are sung in unison. 
The gamut on the fa clef is an octave below the other. ‘That 
on the sol clef is within the true compass of a child’s voice. 


OF THE FA CLEF. 


We have seen that the method of uniting notes which are 
higher or lower than those within the stave, is by additional 
lines above and below it. Thus, suppose we wish to write the 
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gamut of do, descending from the lowest do in the clef of sol, as 
we have seen it :— 


do si la sol fa mi re do si la sol fa mi re~ do 


The reading of these notes becomes impracticable; but the 
obstacle is overcome by placing the notes in a different position 


on the stave, and by substituting for the clef of so/, A, another 


clef,—that of fa, e, which has the low fa of the sol clef on the 


fourth line of the stave. By this means the preceding notes 
become easily readable, being within the limits of the stave, 
which itself remains unchanged. 


fa? ~dois si’ la Jsol® \fa* anv re vdo: “si’+ In’ sol? “fe cmi- we’ ado 


COMPARISON OF THE TWO CLEFS. 


=) 
oe - 
Ao ip SSE = Sater b no & re 
Tae 2 4 . e ° a -e- + 
ci . SF os a 2 
. : ° aS Spee eee a 
ou ee . e oO oO a aa a 
er ASE oe Se oO 
aS ge! — lk 
a : So i TET = bene: ee ee ed Se 


do re mi fa sol la si do re mi fa sol la si do re mi fa sol la 


Before allowing the pupil to sing in the f@ clef, let him study 
and write the notes in it, placing the names under them. Let 
him also make the gamuts of do, sol, re, fa, and s¢b, with their 
relatives, putting down the accidents as in the clef of sol. The 
notes in the following exercise in the clef of fa should also be 
named. 


wieegy 
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go: OG 


LS SR POSS CE TO B a1 a a ena 
5 @ ay : a 
ms = ; <i =) oO. 8 — 


fasol la: si dp ‘Si da-‘sol. fa fa mi re do re mi fa 
ae ae wee Gane S¥% 
: Q (2) ; 


sol Sik. xre- fala, fa re st So la do mi sol mi do la 
‘ 2 
: oe ; al Is , 
eo : jo oe ae 
ra) Go : i — ae ee — 


sol la sido re mi fa sol la si do re do si la sol fa mi redosi la sol 


% si- te, fa la. .da, ln ff Ye, ‘si, do mi sol si sol mi do 
-e- O 
a\e == s —— 9 See oe ee a el 
= : eee 
6 a eB 7 


FEES io) oT eT ae TOG 
5 6-5 56-5 0-0 ee ee ee 
Ssolsol sol® sol soli sol sol sol sel- sol Ja la la la, la la.-la la 


s+ Q Tem 
ee ie aw aa So eS ee 
_ aera eae oe meats wary os 
_ = a DEEL A ELEY LOE LE SE REELS 
sol re do solmi-si fa do re sol do mi la do mi sol re fa 
.. Saf ; 
= 2 ooo — 
& 3 — OF O a a) (=) Cin =) AG 
22 Sas x-e as 
si re sol si re dodo sol mi do la re sol do la, re sol do 
Fd 
a EXTENT OF THE FA.CLEF. 
-e- 2. 
eae 5002 = — 
ate a ees = EE 
= = a a 
ae 2 a —— 
eee oe ; 
We ae Oo 
——>¢7~ & 
=@: 2. 


do re mi fa sol la si do re mifasolla si do re mifasollasi dore mi fa 
This is the compass of pianos of six and a half octaves, but 
pianos of six octaves descend only to the first /a. 


LESSON FOR THE STUDY OF THE FA CLEF. 
Lento. a -- 


EEF el 


do re mi fasollasi do do sila soilfa mire do 
ut . 
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No. 57 aA ™= ~¢ PE eel O/B =) 
Seek 
P 


do re mi do mi re do mi fa 


eens eee 


sol : fa ti re o re mi ay mi re do do la 


aS =e = uzse 


sol ~ ‘fa ta 


ePefe's a eejzelael? 


ce sol fa mi Ke iG Hi ge a ne mi sol mi re do 


Eze Aer See: = =2le lf 


mi ergs sol la sol si do dov*si mi re do 


GAMUT IN SOL MAJOR. 

It should be noted that this solfegge is composed especially 
for children’s voices, and I was obliged to limit it to their natural 
compass. 

Larghetto. aes co 


wa Ep qeeeeec 2 = 


so 
&, Smee ies ae 
ws rs ea a Sa RaW 
a ee 
do sl la sol fa sol 


* This slur shows that the note must be ccntinued without repeating it 
through two bars. 
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Andante. 


i 5 a eae a 2 a Pe 
ne GigE ele slater heresy 


iia 


rl )@ 


eee ea cee eee tee 
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TRE ». 


emt ffe"*|* ||P 


Sing this lesson twice, the second time with two beats. 
When the pupil is somewhat familiar with the notes of the 
Ja clef, let him study them alone, as suggested on page 40. 


Andante. Pa 
. @ypeehtere a yeety 
P 
- ‘een. 
Cra eet “as Sofas: 
eee, = se ase or 
oO 
: e — ae Ps -s* 6 
(4-4 Beco rete: ttf ate zarees: 
ramen ee oF 9-5 —» =o? 
cad CM INI EEAG cul aed Pay So ee Fo te Mage les i 
a a a Ral SRO Ce OH Pe a He Ml 2A 
a aie es. Ml bole oH . <a See ee Se a 


eS eae 


This lesson is an example of triple time, which should he well 
studied. See the observations on times, on page 29. 
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Andante. 
: San eerie ao fe 


eer a Sees, vl 7 
er re ee 
ag eae a Sees + 


* 


86 THE A B C OF. MUSIC. 


VARIATIONS. 
No. 63. THEME. 


Moderato. 


28 esaeeatea oes ae Sis! = = 


ee 


1st Var. 


epFerptn(-tteatteteeney 


ora 


2d Var. (In syncopes.) 


ciel teste 


Se ea te cera 
Gort Fee pete 

sth Ver. (In a E =t prtrane 
oe oe aS eS Sie ES einae ce 
eerste Sine Bi = a '== scam 
Se aS = 


Joeeoe See rene See | 
ame - = EE 
sree eee oo = 
goo sneer sere See 
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9th Var. 


© -- goets- got 
Ox ees ep _#@ eri oF zoel ee eee 
Ca Gee = plain ep A f 
a —. =, 
-8- ibs 
ez tet Eeot Pese-tent 09562050102? — 
a ee et so ieaneese aece |: 
10th Var. (In syncopes.) ; 2. 
C2 -<—2 eames o-0- 0 P| meer ice ‘ 
Se i: Ss ee ioe [= fe a hha [ae 
fa > ic = 
= o oo? - r) e @ 
a | 
as ba mele ml - as omen f id ik 
1th Var. : 
or a —9—9—9 5c i e—e—e—- 
See ee 
P a = sept 
Fae OS ” 6 9 


12ih Var. or Abs 
Pesto 


foe eas eae ewe ieee eee eee ister 


P 


GAMUT IN FA MAJOR. 
Lento. ie ee 


“* @rges se SSF 


As in the gamut of so/, this is not complete, in order that it 
may be within the range of juvenile voices. 

Let it be observed that the sz must be flat in order to have a 
semitone between the mediant and the sub-dominant, that is, from 
la to sid. 

Let the pupil write gamuts in this key, that he may perfectly 
understand it. The exercises should be exemplified on the 
_ piano. , 
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EXAMPLE OF THE GAMUT OF F.4 MAJOR IN’ THE FA CLEF. 


it 3 tone. — 
one, 
as at re >O- oO 3 tone 
bo a a Sao SS ee We 


On the clef of sol. 


a ee Se ee ea oe ee 
All a se eee 
{ e ME 2 - . Z “< —= 
MAUS RI a RRS Saar oe == 


I cannot too strongly urge upon professors to have these 
gamut written in all the keys, particularly in the three first major 
keys, do, sol, and fa. . ; 

After these let the gamuts of the relative minors be written, da 
minor, m2 minor, and re minor; with the minor and major sixths 
ascending. 


Andante. 


No. 65. ( eee 
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O-9_ @ b] x) 


@& (co CE ie aye Pade eae | Sapna 
CSS aise “|e | giz F te e ele , = 
A pas tt 

P 


Remark to the pupil that from mz to se/ is a minor third, being 
composed of a tone and a halftone 
12 H2 
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Andante. 


"EEE 1BESE 


Sere PSE SSSat 


The observations on the gamut of mz minor apply also to this 
of da minor. 


VARIATIONS. 
No. 68. THEME. 


Pl 3 ato. 
(SESE ESESIS El 


2d Var. (In syncopes.) 
| = ies 
P-Ple 0-6 
3d Var. 


epee 


4th Var. 
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6th Var. 


ae ee 
Ce ete tt 
—@ Z o; 


aa ee 


Sth Var. (In syncopes.) J) 


ere rater ree taal 
SSS 


ie 
,, 9th Var. 9 
‘antrsasrers ee ee ee 
: 


Cee,e eo, 


oe 


,, 10th Var. (In syncopes.) 


; re et 9 

-o— oele — ae _ = || —— 
ithe ; varspal = 

ze ere sies eer ee 


11th Var. 


12th Var. or abstract. 


Perelcasleaalarleaplpedamaplonall 


e 
Let this be executed also in double time. 
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GAMUT IN RE MINOR, 
* Moderato. 


The same remarks apply to this as to the gamuts of /a and 
mt minor. 


Andante. 


* This gamut in re minor may all be sung, as it does not exceed the compass of a 
child’s voice. 
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hs, 9 ee Ge SS 


Saat cc oe el ae eee 
=e ee eee 
Bie Smee ons ws vel a sees 


= P) 
Se ea ee See oa eee 
= eS aS co 


¢ RS eee > SARI Bs ST 
(—_ 9—~e i— ++» @_|—?—@ ai 
Sa wea ee eee -aegeee os 
a aaa as a 
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No. 71. VARIATIONS. 
Moderato. 5 
| —| 2) — ——-,-| —— 
po pe c [a ES aeSeeS =| 


Jos deal ze secret 
9 


— =I 


jin. ale a = — 


4th Var se a oy a ° 
ee pase | 
Sia $ @¢ € @ -g aI. | or 

ies Bas oxen line OF = 

a aes aT 

(in errr ae 66 = : Oa Pee —e —— 
e/ ems (f T 

Sth Var. : 

a os | ma sa = : = 

Se = Se ears eSe 

6th Var. 


ahs ie ateaal 

©). ial IK a ae =| me Bi B27 
(aap ee erreeriae So areas 
od i te a 

sprees sie “alee 
= == = L 7s 


= ae = fel fi (ear | 
bOr eal ae E 1 fe ey = Seal Pa fee voll 
fra Oe [I a) cia GY oe 
: @ Oo—@e@ o—e Z| | o-s 7 
i t 
9th Var. 


re 
samme oa 2 __g 
=| a) Pie rs 1 i oe i s 1 
Deeg —e te = ie fe = fe = oi 
Aa ae i ees ee os 
" 10th Var. or oe ac : 8 =—=_9 = cr 
Gsm roe ae eae er deer steerer | 
iat @lal Ole eae iesil 
tie + rete! a ee} os lols feg— 


Let all the variations be read or recited. 
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Moderato. 


” SESS rebar 


i = SPS ore Soe aa. 
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Moderato. a 
peeaca , 
Set om ae = 
As (See = leteet eitte, 
Sore se a ee Se 


Se HSE. Fae ESE care 


9 


we oe I es iat ae 
=o SSS Sat 
@ +@- oOo” 


ao 

aoe Ei Soar 

--—- dete Hee oer 
eis o ere eee 

@ 

S) ee ee 
ae eo feet ete 7 
== Fs = Poaeaesera za: 
maa: 


| 
— 


es 


ese gee: =a 
“b = (Saved = — rs) te 5 
(= ane eo ar ae mee 


is 


—— Ba) <a os i ae 
(hee SST 


—— 


VARIATIONS. 
No. 74. ao 


1st Var. 


bs ba FP =e oc IE 


=O- 


__ 2d 2d Var. a sy eae 
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3d Va 


SS SS = 
= SPesne== = = Ee = == a “I 


T 
5th Var. 9 
] | 
5s a — Bara Ee i aa oa ; [pacscaian waa 
+) @ »g @ == | =i @ @ _@ oe i — - ls 
5 ions a op He. @ 


anni pases 


6th Var. 


be = zrs bros aae sp bere ieee sera 


-o- © © 26- 


a de 


Oo 


Bs Nant ia ee . ee 
vied — ncaa = a see a 


th Var. (In syncopes. 
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Moderato. 
Se eae 


2 |__| 
SS at 


No. 75. 


99 
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Moderato. 


100 THE A B C OF MUSIC. 
OF ‘THE DOUBLE BAR AND REPEATS. 
The conclusion of a piece of music, or of a principal part, is 
indicated by two thick lines or bars across the stave. ——|f—= 


When these bars have two points on the left, the part of the piece 
which precedes them must be repeated. ==]/E= When the | 


points are on both the right and left of the bars, ==+| [== that 


which precedes and which follows.must be repeated. In the first 
instance the Repeat is single : in the second, it is double. 


Andante. . 
No. 77. to ee 


y 3 


i? baie 9 

7 fie ai =f o*lel? *be Ogee. << 

SBE i fe ion (aa a" peetiodt 
Repeats are generally used in airs with variations; but they 


are also found in every sort of composition.” — 
Repeats are often “@ first time’ and “a second time,” as in 


this example. / 
F Andante. a 
No. 78. i No Bo Oca! ibaa 
( Jest? f oleest 
es ee —— 


1st time. 2d time. 


=a" 
: 


mee yeeen | See ooraeel 
pera eee ere | Seeder ie 
1st time. | 2Qdtime. . 
Seema pees se 
Sesipogictititl fEisSire | 
In this example the bar marked “1s¢ tame” must be played. 


After the preceding bars have been repeated, this bar is passed 
over and the bar marked “2d tzme’” is played in its stead. 
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(S72 BS eae 


eo a we = _ ss i 
SSeS Spree bes gt 
Se cieaa os Ie EERO CE ; Ft SSO 

2 zw @& @® ey a er 
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OF THE SCALES. 


There are three scales: the diatonic, the chromatic, and the 
enharmonic. The diatonic is most used. 


| 
SAAN 9 TERE re LE ma FS a at sz es 
CHROMATIC SCALE. 
Se ee = 
pair al oe 


ENHARMONIC SCALE, 


The enharmonic notes may be considered synonymous. 


—J Seals 
Show the pupil on the piano that the notes in each of these 
bars are the same, but they change according to their relation to 


other notes. 


LESSON FOR THE STUDY OF THE CHROMATIC SCALE. 


See the article on chromatics, and remember the difference in 
the two species of semitones. 


Lento. 
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Lenio. 


No. &1. = a —— ,--—— pe a btn SS) 
= ee 


he te 


a Eee S, ered ns 


ARSE OE 2 ete le alee 
=e ae ee 


Sing pzano in order to appreciate the intonation. 


LESSON EXHIBITING THE ENHARMONIC SCALE. 


9 yeses 2 
See 
i ee Lee) ee eee err a SS <<< ae 
St oo ee ee 


In order to prove mathematically the difference between re flat 
and do sharp, represented by the same key, it is necessary to in- 
troduce acoustics. ‘This however belongs to the higher study 
of harmony. 
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Lesson showing the use of the Rests in comnion time. The 
-semibreve rest equals the time of the whole bar; the minim rest 
of half the bar or two beats; and crotchet rest of one beat. 


Andante. 


- Sess 
See a eer sae =a 


—-—- — + -1- ——_,__—_ 


Ee re 


Sahar vera a — 4 FE LY tte oan ee ee 
\ sa ara a aks PA eC MRE aT 


Se Snaenn s Ceeuceorarvea a ar in ee eens SS 
Soa Se ee era ee 
Bee Se asa anew Se fm Re Sere 


miei sro isa: —_- 


( =m foe ae ohES 
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The same lesson as the preceding, with the value of the rests 
diminished one half. In % time the semibreve rest equals the 
whole bar; the crotchet rest equals half the bar, and the quaver 
rest one fourth the: bar. 


Mo. PA. =. aay ares a = eis cod peewee | 
eo ei aa Sa We A as cas a a ipa 

ee * | o a oe + 

i = i ao 


= 


2 a ace Nig Sapte EA aes SN OR A REN he OAS oie Mee 

ar yas aE p Seg (pares eal fea 

eee ee ee ee er re eee 

le ae az. a oa Pe 6—-o—'+ 
-- 


= === es} 2 Se. ¢.  — DSbo mae a Ce See Ree mame 


pe eee i ee ee 
(Be ea aen rare ese a 


ee 


canes. RS aa bE. ees en eae eX 

(= Se Sree ere 

gar ite 

Whatever be the time, whether 2, 3, or 4 beats in the bar, the 
semibreve rest equals the length of the bar. 


14 


THE A B C OF MUSIC. 


ey 


a 
ee 


oe 


Se ee eee st 
Repeat ig ay a eae “_6: |g + | Be iad = LP 
( og Fi a} — fa PE Aaa" Ns 


~. heya ep ee ee MB 
Sciaamrel Seay Wel el pinnae __ = ES: Sm oe c 
[eat eos a val it See Ea i 
ger | a zs J 


+ ee ee 
é eo es a 
pes eee ee 


hie 
ii 
“iy 
7° 

ali | 
‘i 


THE A B C OF MUSIC. 


107 
‘Allegretto non troppo. — 
No. 86. ii a Bi : 
6a fe ea 
—&-—- : if - an 7 = - = 


o— 


tt ee 
= —g90|* Fes éteglegt 2 gtigeeg 
— ew es ng nae A Praise AE Ba 
> > 
: 


5 ame 
"8S oe 
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LESSON IN 3 TIME. 
Moderato.—Legato. 


—~ ee eases Shee 
es Srrereere cana: 


No. §7, 


_@ 


Bae: 
SS eee 


‘on 
a 
@ 
ss 
Ni 
nit 
ci 
i 
i 
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Moderato—strictly legato. 


@ 
ee ee 
a 

— 


aerate ee eee ae ter eee 


Habituate the ear of the pupil to the pitch of the notes on the 
piano. Begin by impressing upon it the note do ; then do, re ; 
then do, re, mi ;—do, re, mi, fa; and so through the diatonic 
gamut. Start always from do, and afterwards practise descend- 
ing from it. The chromatics must follow. I consider this 
exercise of great importance. Patience and perseverance are 
requisite to accomplish its object. 

When the ear is familiar with the notes on the piano, the same 
course may be pursued with the notes of the voice. 


K 
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110 


N 2 TIME. 


I 


LESSON 


Moderato. 
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LESSON IN aS TIME. 
Moderato. 


“a —_ Pamsy eS ta! 9 
No. 90. Yep —- Ee 4 7 pe: oa: e ps2 
& tgs Og et 

p os. 


= | | : a. 
ae 12 Leal ] } 
{e} @ g_| a SS i | @- | og 
raps Mie zie iE ee Ge | "Bo ea) 
oSige | aa’ 0 --| | Sg Se 
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LESSON IN 12 TIME. 
Andante. _9- rm 


No. 91. (eke ts 7 —|\— ee 


aos: — 


oe 8, oa @ be. 29 
ee ee ee eee eee 
SSererere seater tes oe 


__%~6 : a ate 5 a 
| ee oe iaza Hudl Ce Hud ec e “0° 0-S-= 
Seer Bie wl ei —~ = | =: = acs: 


“=n 
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_ Allegretto. 
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rae 


114 


Andante 


Se 


= 
x 


— 
= 
oe 


= 


keira) 
je 


4 
ms 
“8 


a" 


Rael 
bal 


at? 


lao 
si 
Sas 


[= 


ss 


z 


- 


pate 
—~o 


-b— 


= ae 


en 


a ? 
( Siedar 


: { 
ei 


: 
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Ko. WH. 


sain woee a: 


eee oa ae es | 


ee ae Hale ser ee 


| eee ses = Fees 
cre 


Sing this lesson also in % time. 


s 
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CLASSIFICATION OF VOICES AND THEIR COMPASS. 
THERE are two kinds or natures of yoices;—the male and the 


female. wy ; 


The male voice is divided into three species ;—the Bass, the Baritone, and the Tenor. 
There is also a male Alto voice, which is only a high Tenor, and corresponds with the 
Contralto or low female voice. 

The female voice is divided also into three species ;—the Contralto, the Mezzo So 
prano, and the Soprano. 

COMPASS OF VOICES. 


oe MEZZO SOPRANO. 


SOPRANO. 


oO 


Serene eis 
Eras 


CONTRALTO. BASS. ae) 
\ ae 2 ks 
e 6-2 —— 
iS) ——_ ————_ 


‘Extended. 


The Tenor is here written an octave above 
is its comparative pitch. 
esoing tables, the Bass is the lowest and the Soprano the 


As appears -by the 
highest voice;-and 


ers are intermediate. 
a alike. As fhe leaves of trees or the features of men, 
I SS wer, etc. 

ery vi , by which it may be classified or named. 
Thus the Tass voice has more body ht than the Baritone. And the Tenor is 


lighter or finer than the Baritone—and so on. 


DIAGRAM OF THE COMPASS OF THE HUMAN VOICE. 


Soprano. 
a SLEZZ0 SOPPAD 0 en 
Contralto. 3 ae 
FEMALE VOICE. Oo At oe GEER. ETE 
——~ ,- 62 = 
SS SF 
=e 
a4 Mees Le 
BREE. ae = BS epg S : : 
oe : fe Me eee : : 
es ee rags Mamied LY TRE ARC WE _ ™ 
MALE VOICE. SY sce ee = > eS } 
6-6 2. 
a 50 022 = eas =. ee, 


ee ———————————————————— 
eT re Tenor. ——$ $Y 
—<—<— Baritone J 7 
— pis... 
The above diagram shows the,compass that can be attained by the human voice 
when cultivated. 


eee 

STEREOTYPED BY L. JOHNSON & CO. 
PHILADELPHIA. 

Sea aatea ee 


Lise eae 
ap Wh HP Us 
GMM. yy 


ihe 


ag 
i ‘ 


iol 


we 


= ieee # 
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